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FRIENDS OF THE FINE ARTS GARDEN 


HE members of the Fine Arts Garden Commission have been very 

conscious of the necessity of supplementing the funds available for 
the proper care of the Garden. In accord with their request, the Trustees of 
The Cleveland Museum of Art, at a meeting held on August 12, 1952, author- 
ized the establishment of a fund, “Friends of the Fine Arts Garden,” to secure 
additional annual contributions or endowment for the benefit of that section 
of Wade Park extending from the northern line of the Museum grounds to 
Euclid Avenue. The great need for such a fund was recognized by the Trustees, 
as the income from the John and Frances Sherwin Fine Arts Garden Endow- 
ment Fund so generously given by these donors in 1930 is no longer sufficient 
to cover completely proper maintenance and replacements due to increased 
costs and lower return from investments. 

When the Garden was begun, many generous persons gave large sums for 
individual features. The aggregate of these gifts was more than matched by 
the City of Cleveland, and the Garden came into being on plans drawn by 
Olmsted Brothers of Boston. Dedicated on July 23, 1928, the project was 
endowed in 1930 through the generosity of Mr. and Mrs. John Sherwin. 

The City of Cleveland has always co-operated fully. Through the years it 
has furnished the major part of the labor for care and police protection, and 
money for many capital improvements. Over a period of more than twenty- 
three years the Fine Arts Garden has become a vital and integral part of the 
cultural life of Cleveland. Each year over a million people, old and young, 
use the Garden, and the influence of its beauty has had a tremendous impact 
on the life of the city. 

The Fine Arts Garden Commission, with an Honorary Committee consisting 
of the Honorable Thomas A. Burke, Mayor of Cleveland, Mrs. Matthew 
Andrews, Harold T. Clark, Charles B. Gleason, Mrs. Edward B. Greene, 
Leonard C. Hanna, Jr., Mrs. William G. Mather, Mrs. Richard P. Nash, Mrs. 
R. Henry Norweb, Francis M. Sherwin, John Sherwin, and G. Garretson 
Wade, sponsors the project. 

Contributions may be made payable to the Friends of the Fine Arts Garden 
and sent to The Cleveland Museum of Art. Such gifts are deductible for 
income tax purposes. Tue Fine Arts GarpEN Commission 

Mrs. Thomas P. Howell, President 
Arthur P. Munson, Vice President 
William M. Milliken, Secretary 


Published monthly, excepting July and August, by The Cleveland Museum of Art, in Wade 
Park, University Center Station, Cleveland, Ohio. Subscription included in membership fee 
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NEW ENDOWMENT FUNDS 


The Alice Carothers Memorial Membership Endow- 
(established by Bequest of Alice Carothers) 

The Hugh K. Milliken Memorial Membership 
(established by William M. Milliken, Mrs. 

Arthur W. Butler, Mrs. Francis B. Crownin- 
shield and Friends) 


A CRUCIFIXION BY EL GRECO 


It was in Spain that El Greco brought Renaissance painting 
in the Venetian tradition to its final peak. A Greek in origin as 
well as in temperament, he became essentially Spanish in his 
painting, although his art was based upon the Byzantine tradi- 
tion familiar to him on his native island of Crete. Expressed in 
the mode of the High Renaissance style gained in his Venetian 
training, especially through contact with the turbulent creation 
of Tintoretto, his work was raised to new heights by the 
religious fervor of the Counter Reformation, which then 
centered most forcibly in Spain. These elements El Greco fused 
into his own distinctive style, an expression which is today as 
much admired and comprehended as it was in his own time. 
Perhaps as much as any painter of the past, Greco has been an 
underlying influence in art since the late nineteenth century, 
particularly when painters like Cezanne rediscovered his work 
and admired it intensely. For over two hundred years before 
that his paintings had been eclipsed and discredited as bizarre 
and mannered, although in Greco’s time they were renowned. 

Dominico Theotocopouli (1541-1614), called El Greco, 
Italian for “the Greek,”’ was born at Phodele near Candia on 
the island of Crete. The scanty documentation which provides 
this information contributes little else about his early years. All 
that actually remains is the master’s own painting, and even 
here the youthful phase of his work is missing. 

The visual characteristics of Byzantine ikon painting, either 
fresco or panel, were ingrained in Greco’s consciousness through 
his familiarity with the religious hieratic art of Crete. That the 
training in technique to be found there at that period was 
limited undoubtedly led to Greco’s seeking to study in Venice, 
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a city which meant the center of the world to Crete, then one of 
Venice’s provinces. El Greco must have reached Venice in or 
around 1566, as suggested by a record’ which described him as 
having been a pupil in the workshop of Titian. During this 
sojourn El] Greco absorbed the sense of Renaissance design, 
draughtsmanship, and order, which he added to the hieratic 
Byzantine aspect of his work, and even in his late period Titian’s 
color continued to be an inspiration. In addition, Tintoretto’s 
contraposto, his forceful rendition, and the genius for com- 
position of this master whose work he knew well furnished Greco 
with a vehicle of expression which was akin, in a modified way, 
to the mannerisms of traditional Byzantine concepts. 

There exists a letter from El] Greco’s friend, Giulio Clovio, 
the miniaturist, recommending Greco to the Farnese family in 
Rome, where he went in 1570 and where he remained for seven 
years before going to Spain in 1577, unless, as has been sur- 
mised, he first returned to Venice. In any event, these ten or 
twelve years in Italy provided him with the tools for his craft. 
Whereas Venice supplied Greco with his basic technique, Rome 
through the works of Michelangelo provided amonumentality of 
approach, again a characteristic close in spirit to his Cretan past. 

Once arrived in Spain, Greco settled in Toledo in 1577 and 
remained there, as far as is recorded, the rest of his life. The 
three divisions which occur in the painting of Greco in Spain 
comprise the years from 1577 through 1580, or thereabouts, 
when he was working on the commissioned altarpiece for the 
church of Santo Domingo el Antiguo in Toledo and painting the 
“Expolio” for the Escorial. The second period, from 1580 to 
1604, includes the outstanding “Martyrdom of St. Maurice” 
for the Escorial, never used in its intended location owing to 
Philip’s dislike of it; the “Burial of Count Orgaz” (1585-1590), 
perhaps Greco’s single most universally known masterpiece; 
and the Museum’s “The Holy Family,’? which is dated var- 
iously from 1592 through 1596, from the parish church of 
Torrejon de Velasco near Toledo. The third period includes the 
last ten years of Greco’s life, from 1604 until his death on April 
7, 1614. He lies buried in the church of Santo Domingo el 
Antiguo, wherein he worked so much in his early years in Toledo. 
1 E] Greco (New York: Oxford University Press, Phaidon Edition, 1938), p. 6. 

2 See “The Holy Family,” The Bulletin of The Cleveland Museum of Art, January 1927, p. 3- 
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A Crucifixion, “Christ on the Cross with Landscape,” of this 
last period now comes as a most important addition to the 
Museum collection by purchase through gift of Hanna Fund. 
Of the dozen or more versions, it is one of the largest in size, one 
of the most monumental in aspect, the most vital in its sure and 
rapid technique, and the richest in its painted texture. In color 
it is within the range of the low key for all such night scenes, yet 
it is of astonishing brilliance, first in the details of its pigment, 
and consequently in its overall visual aspect. The crucified 
Christ upon the Cross is set high against an ominous, windy 
sky of arresting intensity, poised with overwhelming effect 
above the distant and febrile landscape. The head, as shown in 
the detailed photograph on the cover, is rapidly and freely 
drawn and is painted with lightning dexterity of brushwork, 
with sharp, incisive highlights, and with chiaroscuro. There are 
over twenty examples of this theme attributed to Greco, most 
of them by his own hand. The prototype was Titian’s ‘“‘Cruci- 
fixion,’*—a monumental conception of the subject, but one 
which is relatively impressive and calm—painted for the 
sacristy of the Monastery of the Escorial. Greco adapted this 
great picture freely, changing its character so that he attained 
the sinuous, almost geometric form which marks the work of 
his latest period. He changed the posture from a serene aspect 
to the “‘Christ in Agony,” of which the new Museum accession is 
an example. Belonging to the group called by Aznar,° “Christ 
in Agony,” the Museum’s Crucifixion is akin to the version in 
the collection of the Louvre, presumably the earliest, with the 
difference that the latter has two donors in prayer at the foot 
of the Cross, and also, the whole scene is presented in a gentler 
and less dramatic form. Closest to the Cleveland canvas is that 
in the Wilstach Collection at the Philadelphia Museum, in 
which, again, there are differences: in the landscape, which at 
the bottom of the picture is more nearly completed; and in the 
sky which is more intense, and though windy and ominous, is 
somewhat less violent in uprush. 

Greco studied this subject, as indeed he must have all those 
which he cared about enough to repeat often with variations. 
Making each version more monumental than the preceding one, 
8 No. 52.222. Height 76”; width 4534”. 


4 Jose Camon Aznar, Dominico Greco (Madrid, 1950), p. 647. 
5 Ibid., pp. 644-58. 
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he consistently achieved greater uniformity with each attempt, 
and the impression created by the Museum picture is that he 
attains in it what he must have considered one of the most 
effective treatments of the theme. 

Renoir, who declared that “irregularity is the scheme of 
nature,” claimed that if each artist interpreted nature through 
his own individual visual experience, the many kinds of result 
were bound to transmit this diversity. That Greco also insisted 
on this same optical rendering cannot be disputed. It is, indeed, 
the deliberate, intensely personal character of his work, the 
quality so uniquely his, that creates not only the greatness and 
power but also the spiritual depth and lofty concept of his 
message. HENRY S. FRANCIS 


THE POET TAIRA-NO-KANEMORI 


The Fujiwara period in Japan saw the rise of a native pictorial 
style, Yamato-é (lit. Japanese picture). It is a consciously deco- 
rative style in which pattern is dominant, especially in color, 
texture, and shape. The brush line is not expressive in itself but 
rather a boundary of a patterned area. Figures usually exist as 
symbols or signs. It is a sophisticated and indirect manner, as 
is the prose of the period—The Tale of Genji or The Pillow Book. 
The contemporary expressions which describe the style are 
“up-to-date,” “moving,” “delightful,” and “lovely.” 

Yamato-é are particularly associated with the aristocratic 
Imperial court at Kyoto and it is only natural that the continu- 
ance of this tradition in the Kamakura period (A. D. 1186-1333) 
should be dependent upon that group, now vestigial and outside 
the progressive military-feudal forces of the period. If not 
outside, then they were in opposition, stressing the pedigreed 
qualities of their style in defense against what appeared to them 
as the new barbarism and vulgarity expressed in the lively 
narrative scrolls (e-maki). Since literacy was one of the dis- 
tinguishing features of the old aristocracy in contrast to the new 
warrior class, a literary form peculiar to the court was one of the 
means of preserving the older pictorial style. This was the repre- 
sentation of The Thirty-Six Famous Poets (Sanju-rok-kasen). 

While the earliest preserved examples date from the first 
half of Kamakura, literary evidence clearly indicates that such 
paintings were made as improvisations by courtiers in the 
1A. C. Soper, “The Rise of Yamato-é” in Art Bulletin, Dec. 1942, XXIV, No. 4, p. 379 
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fashionable literary games and contests.” Miss Shirahata places 
the earliest literary reference for such representations at c. 1050, 
but professional depictions did not occur until the Kamakura 
period. The earliest and best known are those associated with 
the famous Fujiwara Nobuzane (A. D. 1177-1265), one of the 
founders of what later became the Tosa School. 

Nobuzane was the Yamato-é master par excellence of the 
period. As court painter he was heir to that tradition; as the 
son of Fujiwara Takanobu, the eminent court painter of nisé-é 
(likeness pictures), he knew the conventions and limitations of 
portraiture. But even though he was an unwilling member of 
the new age, something of its boldness penetrated his version 
of Yamato-é. Two sets of The Thirty-Six Poets are associated 
with his name: the two Sataké rolls wantonly broken up at 
auction in IgIg, and the incomplete 4gedatami set showing the 
poets seated on thick mats. The Museum’s important new 
accession, an idealized portrait of Taira-no-Kanemori, belongs 
to this latter group and was acquired through the John L. 
Severance Fund.’ 

The attribution of either set to Nobuzane is a pious hope now 
doubted by nearly all scholars.* Most are agreed that the 
Sataké set is the older and closer to Nobuzane; and that the 
Agedatami set is next in priority and based on the Sataké group 
or a lost prototype. For example, the Sataké set usually has its 
poetic text on separate sheets of paper pasted next to the pic- 
tures as do the very early Hell or Goblin scrolls of c. 1200 A. D.; 
while the text in the 4gedatami set is always on the same sheet 
as the portrait, a later practice. The Sataké mate to the 
Museum’s poet is an exception.’ A third set is known through 
one fragment in the Fujita Collection; though of the period it 
is a weak and amateurish work.°® 


2 Cf. Shirahata, “Studies on The Thirty-Six Poetical Geniuses Formerly owned by Marquis 
Satake” in Bijutsu Kenkyu, LXXVII, May 1938; K. Tomita, “The Thirty-Six Immortal 
Poets,” in Bulletin of The Museum of Fine Arts (Boston), XIX, No. 111, Feb. 1921, pp. 2-16; 
see also Ch. 8, ““The Sacred Tree” of Tale of Genji (Tr. by Arthur Waley: Cambridge, n. d). 

3No. 51.397. Height 1134”; width 1834”. Illustrated on p. 11. Ink and slight color on paper. 
Ex Coll.: T. Inoue, Tokyo. Published: Y. Shirahata, “On the Pictures of The Thirty-Six 
Master Poets,” in Kokka, No. 721, April 1952, Pl. 3. Twelve other fragments are known, 
including three in the Freer Gallery of Art, Washington, D. C. 

4T. Mori, Y. Shirahata, J. Buhot, Y. Shimomisse, etc. 

5 Coll.: K. Tsuchihashi, Tokyo. Reproduced in I//ustrated Catalogue of a Special Loan Exhibition 
of Art Treasures from Fapan, Boston, 1936, No. 28. 

6 For discussion of this “Mitsunaga-bon” set see T. Mori, “On Sanzyuroku-Kasen-ye” in Zokei- 
Geizyutu-An, No. 5. 
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The Museum’s Taira-no-Kanemori (d. 990) is shown in the 
starched costume of Kamakura, though he lived in the tenth 
century. His fame as a poet insured his place on the list of 
Thirty-Six from the first selection of Fujiwara Kinté (d. 1041). 
Kanemori’s poetic victory over Mibu-no-Tadami in 958 was 
a celebrated one’ and the poem which carried the day was not 
unlike the one written beside this portrait along with a brief 
description of Kanemori and his lineage: 

“As I count, the years and the months have piled on 
me. Why should anyone prepare for bidding farewell 
to one year and welcoming another!” (Tr. courtesy of 
K. Tomita) 

The calligraphy is especially beautiful, with a free and 
expressive use of Chinese characters in the right, and cursive, 
phonetic Japanese on the left. The poem itself is a waka, a 
thirty-one syllable work associated with deity and having its 
probable origin in appeasement of the same. The Sataké set, 
for example, is dedicated to the Shintd Shrine of Kamo. 

The newly acquired poet is the expression of a mode which 
uses a conventional and ideal formula so that it may specialize 
in both a bold and a subtle aesthetic presentation. This is both 
very Japanese and very modern and should find the scroll a 
place in Malraux’ ““Museum without walls.” SHERMAN E. LEE 


A ROMANESQUE LENTEN CLOTH 
FROM GERMANY 


St. Elizabeth of Hungary, landgravin of Thuringia, died in 
1231. So great had been her piety and good works among the 
poor and needy that by 1235 she was beatified. Elizabeth had 
taken her daughter, Gertrude, to the Abbey of Altenberg on the 
Lahn, where she became Abbess in 1248, remaining so until her 
death in 1297.’ The nuns of Altenberg, especially under the rule 
of Gertrude, were skilled in the embroidery of white linen 
liturgical cloths, the so-called weissstickereien for which German 
nuns were justly famous and which were called opera Theotonico 
in medieval inventories. Three important examples of these 
Altenberg embroideries have been preserved. One now in the 
Metropolitan Museum of Art probably dates from the early 
7 Tomita, op. cit., p. 5. 

1 Franz von Sales Doyé, Heilige und Selige der Rimisch-Katholischen Kirche (Leipzig, 1929), I, 

PP- 309-10, 447- 
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fourteenth century, soon after the death of Gertrude.? Another, 
still in the Iklé Collection, is perhaps later in date. The earliest, 
surely dating from the time of Gertrude’s rule, has recently 
been acquired from the Iklé Collection by The Cleveland 
Museum of Art through the J. H. Wade Fund.’ The three pieces 
passed into the possession of the Duke of Solms-Braunfels when 
in 1806 Napoleon I secularized the monastery and gave it to 
the Duke as compensation for the loss of his possessions in 
Lorraine. They were still in the possession of this family in 1880 
when they were exhibited at Dusseldorf, but later passed into 
the famous Iklé Collection in St. Gall, Switzerland. 

The Metropolitan embroidery was clearly intended for use 
as an altar cloth, whereas the Cleveland cloth because of its 
design seems more likely to have been intended for use as a 
Lenten veil, or fastentuch as it is called in Germany. Such cloths, 
also known as Aungertuchs, were generally used to separate the 
chancel from the nave during the Lenten season. These were 
large in size and the existing ones generally measure six to eight 
meters, but other smaller ones were also used to conceal the 
crosses, retables, and the altar itself.* It is probable that the 
Museum’s cloth was intended for such use. 

Although of one color these German “‘white embroideries” 
achieved a rich polychrome effect by the use of a great variety 
of stitches and patterns. In the Cleveland cloth there are seven 
different stitches (satin, stem, Florentine, lace, chain, surface 
buttonhole, and square stitch) combined and recombined in an 
infinite variety of patterns and designs. The principal figures, 
however, are worked as large flat areas in which the change 
from surface buttonhole stitch to stem stitch gives the only 
effect of modeling or detail. They are in great contrast to the 
figures in the Metropolitan Museum’s altar cloth which have 
detailed facial features and a rich variety of textile patterns. 
This lack of detail is probably explained by the fact that the 
figures of the Cleveland piece, designed to hang against the light 
of the apse windows, would be seen as shadowy silhouettes by 
2 James J. Rorimer, “Fourteenth-Century German Altar Cloth,” Bulletin of the Metropolitan 

Museum of Art, Vol. XXV, 1 (January, 1930), pp. 10-13. 


3 No. 48.352. Height 4’ 11’; width 12’ 14”. Published by J. Aldenkirchen, “Friith-mittelalter- 
liche Leinen-Stickereien,” Fahrbiicher des Vereins von Alterthumsfreunden in Rheinlande, Heft 
LXXIV (Bonn, 1888), pp. 256-265. 


4J. Braun, Der Christliche Altar, I, pp. 156-7, Pl. 146. 
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TWO DETAILS FROM THE EMBROIDERED LENTEN CLOTH 


Above: The Three Marys in the Garden of Gethsemane and Christ and Mary Magdalene 
Below: St. Elizabeth Feeding the Sick 
Germany, Altenberg on the Lahn, XIII Century Purchase from the J. H. Wade Fund, 1948 
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the worshippers. The same effect is created in the illustration on 
pages 12 and 13, in which the cloth was lighted from the 
wrong side. The two details, page 14, show the actual char- 
acter of the embroidered cloth. 

In the center quatrefoil is the Crucifixion with Mary and 
John accompanied by the inscription: EccE MATER TVA (See 
here thy mother) and Ecce FiLtivs Tvvs (See here thy son— 
John 19:26,27). In the frame is the inscription: AGNVS DEI QVI 
TOLLIS PECCATA MVNDI M[iserere nobis] (Lamb of God who 
taketh away the sins of the world; have pity on us). 

In the “‘square”’ compartment at the upper left of the Cruci- 
fixion are the three women going to the tomb, each carrying a 
vessel of ointment and a lamp (?); they are identified by their 
names: MARIA IOCOB, MARIA SALOME, MARIA MADALENA. At the 
right is the resurrected Christ who carries a shovel, recalling 
the fact that Mary thought he was the gardener (John 20:14-17); 
MARIA is shown kneeling before him. In the square below, 
Christ, rising from the tomb, holds the Flag of Victory; on the 
ground before him are the two guards and beside him the two 
angels, one of whom sits on the stone that has been rolled away 
(Matthew 28:2) and announces surRExIT (He has risen). In the 
square at the lower right Christ as Judge of the World holds up 
his right hand in blessing and in the left hand holds the Book of 
Life. There is a large Alpha and Omega with the further inscrip- 
tion: EGO SVM ALPHA ET O EGO SVM VIA VERITAS ET [vit]A 
(I am the beginning and the end; I am the true path of life). 
In the square above, seemingly out of context, are the Annun- 
ciation and the Agnus Dei. The inscription reads: AVE GRACIA 
PLENA D[ominus tecum] (Hail thee full of grace the Lord is 
with thee) and EcCE ANCILLA DAMI (for Domini) Fiat (Behold 
Thy servant; Thy will be done—Luke 1:38). 

In the quatrefoil at the right of the Crucifixion is sancTvs 
THOMAS APos[tolus] thrusting his finger into Christ’s wound.5 
In the quatrefoil at the left, a figure reclining on a bed is being 
fed from a bowl by another person with a big spoon. The 
inscription in the frame explains that it is SANCTAS ELIZABIT 
LANC; LANCGRAVIN is repeated inside. In the quatrefoil above 
the Crucifixion is SANCTA DOROTEA vi[rgo], probably the one 


5 The letters a m o occurring within the quatrefoil around the figures also occur, in different 
order, with St. Peter and St. Matthew but so far are unexplained. 
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martyred in the time of Nero, and in the quatrefoil below is 
SANCTVS MICHAEL A(rchangelus] slaying the dragon (Apoc. 
12:7). At the left of this quatrefoil is st. cHRISTOFORIS carrying 
Christ across the river;® on the right are St. Catherine of 
Alexandria with the wheel and the sword and St. Dorothy of 
Caeseria with the flower basket, further identified by the inscrip- 
tion: SANCTAS KATERINE E[t] DOROTHEA. 

In the four quatrefoils adjoining the central one on the 
diagonal axes are the four symbols of the Evangelists: upper 
left, the Eagle of St. John with the inscription sanctvs 
IOHANNES Ew(angelista]; lower left, the Lion inscribed sANETVS 
(sic!) MaRcvs Ew[angelista]; lower right, the Ox with the inscrip- 
tion SANCTS LVCAS EVANGE|lista]; and upper right, the Man 
inscribed SANCTVS MATTEVS EVAN [gelista]. 

The three quatrefoils at the left end of the cloth, reading from 
top to bottom, enclose: sANCTVS ERASMVS M[artyr]; SANCTVS 
IACOBI APOs|tolus] and sANcCTVs AvGvsTiuNs (for Augustinius). 
The three on the right end enclose: saNCTVS IOHANNES B[aptista] 
holding a disk with the Lamb and accompanied by the Agnus 
Dei and the inscription EccE AGNvs. Below is SANCTVS PETRVS 
Apo[stolus] holding the key and the book; and at the bottom 
iS SANCTVS NICOLAVS EP[iscopus]. The three bishops, Erasmus, 
Augustinius, and Nicolaus, wear mitres and carry crosiers. 

The rest of the ground is filled with a variety of animals, 
birds, fantastic wivern-like soldiers, human figures, and 
innumerable purely decorative forms both floral and geometric. 
The general character of the design, the drawing, the primitive 
handling of certain motives, for example, the wings of St. 
Michael; the stiff straight folds of the garments which foretell 
nothing of the Gothic folds soon to be used in the Metropolitan 
cloth; the curious form of the Bishop’s chasuble, mitre, and 
rationale episcoporum; the animals seemingly copied from a 
medieval bestiary; and the round arches with the animal-head 
capitals in the border design are all in pure Romanesque style 
and point to a thirteenth-century date probably soon after 
Gertrude became Abbess in 1248. DOROTHY G. SHEPHERD 


6 The second inscription here is undeciphered. 
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A WOODCUT BY HANS SPRINGINKLEE 

Hans Springinklee (act. 1512-1522) was one of the draughtsmen 
and illuminators who, as a pupil of Albrecht Direr, not only 
lived in the latter’s house in Nuremberg during the second 
decade of the sixteenth century but also carried out a copious 
quantity of woodcuts in collaboration with his master. There 
is singularly little information about the artist himself, save 
that he was the author of a large group of woodcuts of varying 
merit, depending, so says Dodgson, “‘on the amount of care 
bestowed on them.” The period when Springinklee and Direr 
worked together was the high point of the former’s efforts in 
the employ of the Emperor Maximilian. During this time 
Direr and Springinklee in collaboration, but also as inde- 
pendent designers, produced a prodigious number of designs 
for the woodcut monuments commissioned by the Emperor, 
such as the Triumphal Procession and the Triumphal Arch, and 
for Maximilian’s own romantic autobiography, Der Weisskunig. 

There has been no definitive separation of all Springinklee’s 
work from that of his master, so that no adequate list of his 
prints exists. It is, however, possible to recognize his best 
creations by certain mannerisms of designing and ornamenta- 
tion which were peculiarly his own. One of the authentic, 
expert, and individual examples of this work is a large woodcut 
showing ‘Maximilian Presented by His Patron Saints to the 
Almighty,” which was executed in 1519. A fine impression of 
this woodcut, which comes from the Liechtenstein Collection, 
has recently been acquired for the Museum collection through 
the Dudley P. Allen Fund. This woodcut is rare as well in that 
it has an inscription, cut upon a separate block, which sets 
forth the Emperor’s titles, together with three verses extolling 
his nobility. The Emperor died on January 12, 1519, and it can 
be assumed that this commemorative work appeared as soon 
after that date as was possible. It is an apotheosis of the 
deceased, the inscription being couched in language which, 
says Dodgson, “suggests at one moment the deification of a 
Roman Emperor [and] at another the canonization of a 
1 Campbell Dodgson, Catalogue of Early German and Flemish Woodcuts (British Museum, 1903), 
Vol. I, p. 370. 


2No. 52.37. Height of woodcut 407 mm.; width of woodcut 382 mm. Height of inscription 
156 mm.; width of inscription 397 mm. Illustrated in Bilder-Katalog zu Geisberg der Deutsche 
Einblatt-Holzschnitt (Munich, 1930), p. 231, No. 1343, and on inside back cover. 
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Christian saint.” Stabius, the Emperor’s historian, is credited 
with the list of titles and the composition of the verses accom- 
panying the inscription. As seen in the illustration on the inside 
back cover of this Bulletin, Springinklee has placed the scene 
in Heaven. At the left, on a platform, stands the Almighty, who 
appears in a jeweled cope with a train borne by two angels; in 
His left hand he carries an orb and with His right he blesses 
Maximilian, who, arrayed in his imperial robes and surrounded 
by the insignia of his rank, kneels before Him. At Maximilian’s 
right stands the Virgin carrying the Christ Child, and ranged 
beside Her are Maximilian’s other patrons, Saints George, 
Maximilian, Barbara, Andrew, Sebastian, and Leopold, all 
carrying their emblems and each having his name inscribed on 
the nimbus. The choice of these particular saints was suggested 
by the Emperor’s Prayer Book, which was intended for devotions 
by the Order of St. George, and hence in this woodcut the latter 
is placed next to the Virgin. St. Maximilian was the Emperor’s 
namesake; St. Leopold was his ancestor, the sainted margrave 
of Austria; St. Andrew was the patron of the Burgundian 
Order of the Golden Fleece; St. Barbara was the patroness of 
artillery, in which the Emperor took a keen interest; and St. 
Sebastian was the patron of archers. Though today such a 
tribute as this woodcut is considered quaint, it was in its own 
time one of marked devotion, and in careful workmanship and 
design the woodcut is of undeniable skill. Though unsigned, 
the print can be recognized as a work of Springinklee’s hand 
by a comparison of its scrollwork, the details of its ornament— 
such as the lily of the valley—and the manner of drawing of 
the features with similar items in known works of the artist. 
Earlier considered as the work of Diirer and then as that of 
Burgkmair, the print is now given unquestionably to Spring- 
inklee. HENRY S. FRANCIS 


EXHIBITIONS—1953 


Though the Calendar of Events in each issue of the Museum 
Bulletin records the current exhibitions, it is important to note 
the schedule for this coming winter and spring, which includes 
a number of unusual opportunities. Following the fall showing, 
the retrospective “Work of Wassily Kandinsky,” and the 
8 Dodgson, op. cit. p. 408. 
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“Work of Antonio Frasconi”—the latter exhibition introducing 
the 1952 Print Club publication—there will be exhibited in 
January “French Drawings, Masterpieces from Five Centuries” 
and “‘Work of Walter Gropius, Architect and Teacher.” The 
former exhibition, which goes through January 11, is a loan 
exhibition organized by |’Association Frangaise d’Action 
Artistique and is circulated by the Smithsonian Institution. It 
comprises one hundred and seventy-nine master drawings, the 
nucleus from the remarkable collection of the Louvre, which 
were chosen by the Curator, Mme. Bouchot-Saupique, supple- 
mented by examples from the Museum Boymans, Rotterdam, 
the Stedelijk Museum, Amsterdam, and the Nationalmuseum, 
Stockholm, as well as from private collections. The Gropius 
exhibition, which continues a week longer, until January 18, 
is a selection of photographs and models of the work of this 
outstanding contemporary teacher and builder whose influence 
upon architecture from his Bauhaus days in the post-war 
Germany of the twenties to his tenure at Harvard University 
today has been of such marked importance. 

Opening on January 28 will be a retrospective showing of the 
“Work of Georges Rouault,”’ another exhibition sponsored by 
the Museum of Modern Art and The Cleveland Museum of 
Art. It will contain a selection from the lifework of this great 
French painter,’ and will continue through Sunday, March 15. 
The exhibit of “Cleveland Textiles, 1953”’ will open on January 
23 and remain on view through March 1. From March 5 through 
29 will be shown the paintings and drawings of Ingres, examples 
of work by the great French classicist painter which have been 
assembled from various museums in France, excluding the 
Louvre, and especially from Ingres’ own city of Montauban in 
southern France. During March and April there will be an 
exhibition of “Early Japanese Ink Painting,” lent by museums 
in the United States and by private collectors both in this 
country and abroad. 

The May Show will be open from May 6 through June 14. 
For those entering, blanks will be received through April 7; 
objects must be in the building by 5 p. m., April 18. The 
preview and reception will be May s. HENRY S. FRANCIS 


1 It will include the Museum’s “Head of Christ,” see The Bulletin of The Cleveland Museum of 
4rt, April 1951, p. 71. 
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MEMBERSHIP REPORT 


Since the last report published in the Bulletin for December, 
1952, the following names have been added to the Membership 


lists: 


FELLOW FOR LIFE 
Mrs. Albert D. Levy 


FELLOW 
John Sherwin 


TRANSFERRED FROM ANNUAL TO LIFE 


Mrs. S. T. Wellman 


TRANSFERRED FROM ANNUAL TO SUSTAINING 


Bate, J. Lloyd 

Bernier, Mrs. James B. 
Boyko, Mrs. Michael 
Coulston, Mrs. Joseph F. 
Cox, Richard H. 

Denton, Mrs. Fay B. 
Dreger, Mrs. Henry J. 
Eastman, Mrs. Harry L. 
Fischer, Rosalind 

Ford, Mrs. Cyrus Clark 
Gaehr, Alice 

Gairing, Mrs. D. Reynold 
Grubb, Mrs. Sheldon C. 
Hahn, Mrs. Emil P. 
Hampton, Mrs. Donald V. 
Houk, Mrs. John W. 
Inkley, Dr. Scott R. 
Izant, Mrs. Eugene T. 
Jackson, Delmar B. 

Keil, Mrs. John W. 

King, Mrs. W. Griffin, Jr. 
Kitchen, Mrs. Francis H. 
Kuerti, G. 

Leypoldt, Mrs. Melvin G. 
Martien, Leonard G. 


Dr. Maurits Katan 


ANNUAL 


Parker, Mrs. John W. 
Puskas, John A. 

Rice, Elizabeth 

Seguin, Mary M. 

Seielstad, Harold D. 
Selznick, Mrs. Nettie 
Sherman, Mrs. Phyllis 
Shock, Helen 

Shulson, Mrs. Edwin A. 
Silverman, Augusta 
Stanley, Mrs. W. Thomas 
Sullivan, Mrs. William G. 
Sutler, Dr. Martin R. 
Talbott, Nelson S. 
Tenenbaum, Mrs. Milton D. 
Thomson, Margaret Lucille 
Tooley, Mrs. W. P. 
Topolski, Florence 

Tweed, Mrs. Elsie 

Tyler, Mrs. Ralph G., Jr. 
Upson, Mrs. David R. 
Vance, Edward F. 

Vignos, Mrs. Paul, Jr. 
Wade, Jean 

Wahl, Mrs. David 

Wang, Mrs. Isabel. Deh-Yu 


Warder, Mrs. Smith 
Watkins, Mrs. Sammy 
Weaver, Mrs. William A. 
Weber, Brother A. Louis, 
S. M. 
Weber, Mrs. Oliver A., Sr. 
Weidenthal, Mrs. C. M. 
Weisman, Ben 
Weitzel, Kathryn S. 
Wheeler, Dinsmore 
White, Mrs. Frank F. 
White, Mrs. George M. 
White, Mrs. Henry J., Jr. 
White, Mrs. James D., Jr. 
White, Marian F. 
Wildberg, Mrs. Leslie K. 
Williams, Arthur F. 
Wilson, Mrs. Sydne 
Wolf, James B. 
Woodson, Mary Kay 
Wright, Mrs. Charles C. 
Wyse, Mrs. Jack J. 
Yarham, Mary Clare 
Zack, Mrs. Viola 
Zenoble, John 


Total Membership 4,588 
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CALENDAR FOR JANUARY, 1953 
Sunday 4. 2.00 p. m. Radio-Phonograph Program until 5.00 p. m. Each 


Friday 


Saturday 10. 


Sunday 
Wednesday 14. 
Friday 16. 
Saturday 17. 
Sunday 
Friday 23. 
Saturday 24. 
Sunday 25. 


3.00 p. m. 
3-00 p. m. 
5.15 p.m. 
2.00 p. m. 
and 
8.00 p. m. 
1.30 p. m. 
3.00 p. m. 
3-45 p.m. 
5.15 p.m. 
8.15 p.m. 
8.15 p. m. 


1.30 p. m. 
3.00 p. m. 


3-45 p- m. 


5.15 p.m. 
8.15 p. m. 


1.30 p. m. 


3.00 p. m. 
3.00 p. m. 


5.15 p.m. 


Sunday. George A. Kleinfeld. 

Gallery Talk: French Drawings, Masterpieces 
from Five Centuries. Gertrude S. Hornung. 
English Film: The Seventh Veil, with James 
Mason. 


McMyler Organ Recital. Walter Blodgett. 


French Film: Passion for Life. English subtitles. 
Young People. Film: Black Pirate, with Douglas 
Fairbanks, Sr. 

Gallery Talk: French Drawings, Masterpieces 
from Five Centuries. Edward B, Henning. 
Reading from Contemporary Poets: W. H. Auden, 


Stephen Spender, C. Day Lewis. Warren Taylor, 
Oberlin College. 


McMyler Organ Recital. Walter Blodgett. 
Curator’s Organ Recital. Walter Blodgett. 

Piano Recital. Emil Danenberg, Oberlin Con- 
servatory of Music. 

Young People. Film: Frolics on Ice. 

Gallery Talk: Work of Walter Gropius, Architect 
and Teacher. Marguerite Munger. 


Lecture: Paul Klee and the Art of Children. 
Bernard M. Weiner. 


McMyler Organ Recital. Walter Blodgett. 


Lecture: Decorative Fabrics for 1953. Dorothy 
Liebes, New York. 


Young People. Humorous Chinese and American 
Tales. Margaret Clark, The Story Lady. Also short 
films. 


Gallery Talk: Modern French Paintings. Doro- 
thy VanLoozen. 


French Film: Midnight in Paris, with Raimu. 
English subtitles. 


McMyler Organ Recital. Walter Blodgett. 
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Tuesday 27. 8.0op.m. Reception and Private View for Members. Exhibi- 
to tion of Work of Georges Rouault. 
11,00 p. m. 
Friday 30. 2.00 p. m. 
and Italian Film: The Bicycle Thief. English sub- 
8.00 p. m. titles. 


Saturday 31. 1.30p.m. Young People. Play: The Emperor’s New Clothes. 


Karamu Children’s Group. - 
EXHIBITIONS 
a ere French Drawings, Masterpieces from Five Cen- 
turies (through January 11). 
Work of Walter Gropius, Architect and Teacher 


(through January 18); Work of Georges Rouault 
(open January 28). 

Work of Antonio Frasconi (through January 4); 
Museum Prints (January 6 through 25); Work of 
Georges Rouault (open January 28). 

Educational Corridor...... Work of Antonio Frasconi (through January 4); 
Drawings by Special Classes (open January 6). 

Museum Galleries Closed on Mondays. 
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OFFICERS, TRUSTEES, AND COMMITTEES 


OFFICERS 


HAROLD TERRY CLARK 
LEONARD COLTON HANNA, JR. 
EDWARD BELDEN GREENE 
Lewis BLAIR WILLIAMS 
SEVERANCE A, MILLIKIN 
Assistant Treasurer WALTER A. CROLEY 
Secretary WILLIAM MATHEWSON MILLIKEN 
Assistant Secretary G. GARRETSON WADE 


BOARD OF TRUSTEES 
HAROLD T. CLARK SEVERANCE A. MILLIKIN 
Coe LAURENCE H. Norton 
Epwarp B. GREENE Mrs. R. HENRY NORWEB 
LEONARD C. HANNA, JR. RALPH S. SCHMITT 
Mrs. ALBERT S. INGALLS G. GARRETSON WADE 
Lewis B. WILLIAMS 


EXECUTIVE COMMITTEE 
The President and First Vice President, ex officiis 
Epwarp B. GREENE SEVERANCE A. MILLIKIN 
G. GARRETSON WADE 


FINANCE COMMITTEE 
Lewis B. WILLIAMS, Chairman 
Haro._p T. CLARK, ex officio 
EDWARD B. GREENE SEVERANCE A. MILLIKIN 
LEonARD C. HANNA, JR. LAURENCE H. NORTON 
RALPH S. SCHMITT 


President 
Vice Presidents 


Treasurer 


ACCESSIONS COMMITTEE 
The President and the Director, ex officiis 
RALPH M. CoE LEONARD C. HANNA, JR. 
EDWARD B, GREENE Lewis B. WILLIAMS 


ADVISORY COUNCIL 
The President of Western Reserve University 
JouN S. MILLIS 
The President of Case Institute of Technology 
T. Ke1tH GLENNAN 
Mrs. H. W. CANNON 
Henry Hunt CLARK 
Jacos D. Cox, Jr. 


HELEN HUMPHREYS 
Davip S. INGALLS 
Mrs. H. H. JOHNSON 
NATHAN L, DauBy H. KENDALL KELLEY 
ARNOLD Davis HERBERT F. Letsy 
Mrs. Howarp P. EELLS WINFRED LEUTNER 
Brooks EMENY . M. Luntz 
Mrs. James A. Forp Mrs. eee, MATHER 
FINLEY M. K. FosteR Mrs. MALCOLM L. MCBRIDE 
CHARLES B. GLEASON Mrs. GILBERT P. SCHAFER 
Mrs. THOMASS.GRASSELLI Mrs. MATTHIAS PLUM 
Mrs. E. B. GREENE LAURENCE SCHMECKEBIER 
GEORGE GUND JOHN SHERWIN 
Mrs. Howarpb M. HANNA FRANK E. TAPLIN 
ROBERT HELLER Mrs. HERMAN L., VaIL* 
GUERDON S. HOLDEN HELEN B. WARNER 
Mrs. Joun H. RoBERT A. WEAVER 
Mrs. T. P. HOWELL S. D. WIsE 


THE STAFF OF THE MUSEUM 
ADMINISTRATIVE 


Director WILLIAM MATHEWSON MILLIKEN 
Secretary to the Director Louise G. SCHROEDER 
Editorial Assistant JANET D. Cooper 
Comptroller WALTER A. CROLEY 

Cashier ALBERT J. GROSSMAN 
Registrar LILLIAN M. KERN 
Membership Secretary, Emeritus J. T. Frary 


In Charge of Membership 
Assistant in Publicity ELIzABETH COLE 
In Charge of Printing Shop Epmunp H. Lutz 
In Charge of Photograph Shop RICHARD GODFREY 
Superintendent of Buildings JoHn W. McCaBe 

Assistant Superintendent JosepH J. KRAYNAK 

Office Manager GorDon E. Roos 


EpitH BurRous 


CURATORIAL AND EDUCATIONAL 


Curator of Decorative Arts WILLIAM M. yo N 
Assoc. Cur.of Decorative Arts HELEN S. Foote 
Cur. of Textiles, Emeritus GERTRUDE UNDERHILL 
Curator of Textiles DorotHy G. SHEPHERD 
Asst. in Textiles EVELYN SVEC WARD 
Curator of Oriental Art SHERMAN E, LEE 
In Charge of Classical and Egyptian Arts 
SHERMAN E. 
Asst. in East Indian Art WILLIAM E. WARD 
Curator of Paintings HENRY SAYLES FRANCIS 
Assoc.Curator of Paintings Louise BURCHFIELD 
Asst. in Paintings Mary G. BALLou 
Curator of Prints HENRY SAYLES FRANCIS 
Associate Curator of Prints LEONA E. PRASSE 
Assistant in Prints Louise S. RICHARDS 
Curator of Musical Arts WALTER BLODGETT 


Curator of Education THOMAS MUNRO 
Assoc. Curator, Emeritus LoutsE M. 
Associate Curator for Administration 

MARGARET F. BROWN 

Section of Circulating Exhibits 

Administrator Doris E. DUNLAVY 

Preparator Josepu G. ALVAREZ 
Supervisors: DoroTHY VANLOOZEN (Children's 
Classes), MARGUERITE MUNGER (Clubs) 
WILLIAM E, Warp (Motion Pictures) 
GERTRUDE S. HORNUNG (Special Activities) 
RutH F. RuGGLEs (Special Exhibits) 
Epwarp B.HENNING(Saturday Entertainments) 
Instructors: JANE H. Grimes, JETTA HANSEN, 

MARGARET F, MArcus, NANCY SERAGE 


LIBRARY 


Librarian ELLA TALLMAN 


ADMISSION 


Open free at all times. 
Hours from 9 a. m. to 5 p. m. except as follows: 
Closed Mondays. 
Open Wednesdays 9 a. m. to 10 p. m. 
Open Sundays 1 p. m. to 6 p. m. 
Open Friday evenings 7 p. m. to 10 p. m. 
during lecture season. 
Closed July 4, Thanksgiving, and 
December 25. 


LIBRARY 


The art library is free to the public at all times. 
Books and current magazines for reference and 
photographs for loan are located on the ground 
tioor. Lantern slides for loan are on the mezzanine 
floor. Open daily from 9 a. m. to 5 p. m. except 
Sunday and Monday. From October through May 
the reading room is open Sunday, 3 p. m. to 6 
p. m., and Wednesday, 9 a. m. to7 p. m. 


LUNCHEON AND TEA 
Manager, MAYME FLoop 


Luncheon is served from 12 m. to 2 p. m. 
Afternoon tea is served from 3 p. m. to 4.30 p. m. 


Assistant Librarian CHARLOTTE VAN DER VEER 
Reference Assistant ELTA ALBAUGH 


GALLERY ADVICE 
Members of the staff are prepared to assist 
visitors, but appointments should be arranged in 


advance. 

SALES DESK 
Catalogues, color prints, post cards, Bulletins, 
books, and framed reproductions are for sale at 
the desk in the Armor Court. A list will be mailed 


on request. 
MEMBERSHIP 

Foundation Benefactors contribute 
Benefactor Fellows contribute 
Endowment Benefactors contribute 
Benefactors contribute 
Endowment Fellows contribute 
Fellows in Perpetuity contribute 
Fellows for Life contribute 
Living or Memorial Endowments 

contribute any sum above 
Special Life Members contribute 
Life Members contribute 
Fellows contribute annually 
Sustaining Members contribute annually 
Annual Members contribute annually 

Full particulars may be had upon request. 
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SUCH GIFTS ARE DEDUCTIBLE FROM INHERITANCE, ESTATE, OR FEDERAL INCOME TAXES, 
*Deceased 


100 
100 
100 
100 
100 
50 
100 
25 
10 
‘ 


